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Now capture at 
the same quality 
you master.
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The AJ-HPX3000 is the industry’s first native 1080p 

one-piece camcorder for master-quality video

acquisition. With three 2/3" high-density 2.2 million 

pixel CCDs, the HPX3000 captures cinema-quality 

images in full-raster 1920 x 1080 resolution with 4:2:2 

10-bit sampling, utilizing the powerful, new AVC-Intra 

codec. It also offers industry-standard DVCPRO HD 

recording. The HPX3000 has innovative gamma 

settings, including the VariCam Film-Rec, and intuitive 

film camera-like operation. With five ultra-reliable 

16 GB P2 HD solid-state memory cards installed, 

the HPX3000 can capture up to 100 minutes of 1080 

24p recording. Solid-state P2 recording provides users 

with a faster-than-ever on-set workflow,    with instant 

access to content for confidence viewing.

You can count on the Panasonic HPX3000 for 

master-quality acquisition.  

For more information please visit us at 

www.panasonic.com/broadcast. 

Selectable AVC-Intra & DVCPRO HD/50 codecs 

Native 1920    x 1080 imagers and recording
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Up to 100 minutes of 1080 24p recording

Five-year warranty*
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JVC’s ProHD’s Fast 
WorkFloW
Apple’s update to Final Cut Pro 6.0.2 
provides full native 60p editing support 
for JVC’s GY-HD250 and GY-HD200 
ProHD camera users. With the 
DR-HD100 hard disk recorder latest 
version 3.0, ProHD users can record 
HDV 720 60p and 50p files and directly 
access files in Final Cut Pro version 
6.0.2. ProHD users can record Apple 
QuickTime format directly onto hard 
disk. No file transfer or conversion is 
necessary. ProHD users can simply 
drag files directly into the Final Cut 
Pro 6.0.2 timeline. Apple Final Cut Pro 
6.0.2 enables native editing of HDV720 
format in 60p, 50p, 30p and 24p 
ProHD. Since files are not converted or 
transcoded, they retain their original 
native HD high quality throughout the 
workflow. 

Harris 3 GbPs-reaDy HDtV 
ConVerter
Harris has introduced the XHD-3903 
high definition television (HDTV) con-
verter for its NEO advanced applica-
tion modular platform. The XHD-3903 
is the world’s first HDTV converter 
available with built-in 3 Gbps 1080p 
50/59.94 processing and conversion 
capabilities. “As broadcasters con-
tinue to build out their facilities to sup-
port the increasing demands of HDTV, 
they’re beginning to consider 3Gbps-
capable infrastructure to manage the 
increased bandwidth requirements 
and prepare for emerging standards,” 
said Tim Thorsteinson, president of 
Harris Broadcast Communications. “By 
adding 3Gbps capability to our router 
offering and now introducing the first 
3Gbps HDTV converter, Harris is pro-
viding practical solutions that enable 
broadcasters to support HDTV today 
and also future-proof their facilities for 
migration to this emerging technology 
down the road.”

asCent transitions 
DisCoVery to HD 
Ascent Media Group announced that 
it has completed the transition of six 
Discovery television networks to HD 
video. The upgrade program was 
completed over a six month period at 
Discovery Communication’s Sterling, 
VA., origination facility. “In order to 
meet affiliate and subscriber demand 
for HD content, we needed a partner 
with design and execution expertise 
and supplier relationships necessary to 
complete this project on an extremely 
tight timeline,” said John Honeycutt, 
executive vice president and chief 
media technology officer for Discovery. 
“Ascent Media was able to meet those 
needs while making sure our customers 
and viewers received the superior video 
product they expect from Discovery.”

WiDe ConVerter For sony 
HVr-V1U
16x9 Inc. introduced the EX 0.7X Wide 
Converter for the Sony HVR-V1U and 
other compact HD camcorders. This 
professional optic attaches to the 
62mm threads on the front of the cam-
corder’s 3.9-78mm lens for 30% more 
wide-angle coverage than the lens 
alone affords. Weighing 13.75 oz. (390 
grams) the EX 0.7X Wide Converter 
with its 3-element design utilizes state-
of-the-art coated glass for clean high 
definition pictures. When installed, the 
EX 0.7X modifies the camera’s original 
3.9-78mm lens to a wider 2.73-54.6mm 
focal length. The Wide Converter fea-
tures an 82mm front thread that permits 
users to directly mount glass filters and 
other accessories in front of the optic.

QVC introDUCes HD line-UP 
QVC, Inc., announced that it will be 
launching a high definition simulcast 
of its domestic broadcast in the first 
quarter of 2008. “HD is the next logical 
step in bringing our viewers enhanced 
programming,” said QVC Senior Vice 
President of Broadcasting and TV Sales 
Angie Simmons. “The simulcast will 
provide stunning clarity, enabling us to 
bring our products to life.” According 
to QVC’s Senior Vice President of 

Affiliate Sales and Marketing Al Ulozas, 
“Our almost $200 million a year com-
mission stream is very important to our 
distributors, and we anticipate that the 
carriage of QVCHD will only comple-
ment that performance.”

ikeGami aDDs to JaGUar 
VieWinG exPerienCe
Equipped with five HL-65W full-digital 
broadcasting cameras and one tape-
less DNS-33W Editcam3 for nonlinear 
acquisition, the Jacksonville Jaguars’ 
video production team is bringing 
its fans even closer to the on-field 
action. Each of the Ikegami HL-65’s 
are deployed to deliver live game-day 
coverage of the Jaguars and their fans, 
transmitting Ikegami’s superb imagery 
to dual Jumbotron 60-ft. by 156-ft. 
scoreboards. “The crispness of our 
new Ikegami cameras makes our fans’ 
game-day experience that much bet-
ter,” says Adam Lane, Senior Producer 
for the Jacksonville Jaguars. “From our 
live coverage to pre-produced spots 
and video elements, the increase in 
clarity has been significant. It has been 
noticed by everyone from our ticket-
holders to the news media.”

CamCorDer WitH Free 16Gb 
P2 CarD
Customers that buy a new HVX200 from 
an authorized U.S. Panasonic reseller 
will receive one 16GB P2 card (a $900 
value) and a copy of The HVX Book by 
Barry Green included inside the box at 
the time of purchase. On a single 16GB 
P2 card, professionals can record for 
16 minutes in DVCPRO HD, 40 minutes 
in DVCPRO HD in native 720/24p, 32 
minutes in DVCPRO50 and 64 minutes 
in DVCPRO. With the HVX200, which 
has two P2 card slots, users can double 
record times.   hD



Time and time again I find myself involved in conversations that center around the history 
of 3D. Some can be quite colorful with descriptions of huge camera systems and large 
lighting trusses while others can be dull and boring as they dwell on the mathematics. 

Most people are quick to point out my impatience or lack of interest in the conversation as a 
form of disrespect. That’s unfortunate and no disrespect intended. In fact I couldn’t be more 
excited about the subject of stereo. I love that the entertainment community is embarking on a 
whole new form of visual experience, one that can bring a viewer closer to the realism of both 
the story and the action. Trust me, It’s a road that I’ve been going down for seven years.

With the introduction of high definition as a foundation for stereo imaging we are now in 

the middle of a revolution driving 3D through creative interpretation rather than mathematics. 
To me the most important part of those conversations about the history is why the medium 
almost died on the vine some 30 years ago. Now that the industry is buzzing about the resur-
gence of 3D and it’s potential impact on the box office, it’s good to know these pitfalls so that 
we don’t make the same mistakes twice. We could continue to have these conversations about 
the screen plane with mathematics and stick diagrams like we’ve done in years past but in the 
world of 3DHD, it is all about the image on the screen and the new theory is centered around: 
If you like it; do more. If not, stop and change it.

Where did it start? For me it was seven years ago on a dive trip with James Cameron. 

b y  V i n c e  P a c e

Hannah Montana & 
Miley Cyrus: Best 

of Both Worlds 
Concert in Disney 

Digital 3D. (opens 
in select theaters 

February 1, 2008)
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That Was Then, 
This Is Now

3D



He wanted to explore the status of HD with 
Sony’s introduction of Cine Alta and I was 
happy to oblige, especially if it meant being 
on a live-aboard in Truk Lagoon wreck diving 
and shooting. It was reviewing our footage 
one night in the boat salon where Jim started 
to describe his interest in a “holy grail” 
camera: One that could be high resolution 
enough to capture solid theatrical 2D images 
and small and compact enough so when 
built as a 3D camera, it would not impact 
production due to its size and weight. As he 
outlined the idea on paper, I was hooked and 
the reason was simple. In my career I had 
been fortunate to work with some of the best 
experts in the field of underwater traveling to 
places I had only dreamed about. I remem-
ber sharing these experiences with my family 
and friends through stories and photographs 
and how I would always say, “you really had 
to be there” as my go-to answer when their 
reactions lacked the enthusiasm I thought the 
tales deserved. With the technology Jim was 
describing, this was a way to bridge the gap 
and give life to the visuals, literally a way for 
me to tell my stories with depth and dimen-
sion. I knew instantly that this was an opportu-
nity worth exploring so I jumped at it.

At the time, seven years ago, conversa-
tions about 3D were met with very little inter-
est by major corporations and even less inter-
est by the entertainment community. Even 

with Cameron at the helm, the frustration level 
was high as people immediately categorized 
it as a gimmick that had been done before. 
Some did listen, and some of the some acted.

Not to dwell on the hardware: Sony was 
the first to step in with a commitment to build 
a remote optical block in a small, compact, 
and narrow size. Chuck Lee at Fujinon was the 
next to step up to the plate and help out with 
HD zoom lenses custom designed for the nar-
row interocular requirement. But we needed a 
field recorder and the current HDW250 from 
Sony at the time would only record 60i. After 
explaining the problem to Joe Cirincione at 
Evertz, he came back with this drawing of how 
they could record the 24 frame signal on the 
60i recorder and then extract it to create a 24 
frame master. Half the hardware on the flow 
chart did not exist, but could.

Although we were all talking about hypo-
thetical solutions, each and every player at the 
table was ready to stand behind their state-
ments and deliver hardware that would make 
the project possible. Cameron and I agreed 
to design and develop the 3D camera system 
under the umbrella of my company, PACE.

In the Spring of 2001, all of the vendors 
had delivered working pieces of the puzzle. 
Working with Cameron, PACE had designed 
and built the first system called the Reality 
Camera.

Since we now had the working compo-

8

Gloria stuart (old rose) 
visiting James Cameron, 
Vince Pace (far right) and 
crew onboard the academic 
mstislav keldysh, the same 
ship used in Cameron’s 
titanic, prior to the filming 
of Ghost of the Abyss.
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nents, it was time to for a field test. I should 
have known having worked with Cameron 
on the The Abyss that whenever he’s behind 
the camera a test is treated like a full-blown 
feature. Our little camera test involved a trip 
to Marysville, California where he had enlisted 
some WWII aircraft as talent. We had a B17, 
B24, a P-51 Mustang and an Airstar Helicopter 
as our camera platform. He also enlisted Bill 
Wisher, his friend and co-writer from T2 to 
act, dressed in period attire, and operate a 
50 caliber machine gun as we simulated dog 
fights at roughly 10,000’. Not exactly what I 
had in mind but as it turns out this was the 
beginning of long history of Cameron push-
ing the envelope. If there’s one thing that I’ve 
learned working with Jim is that you need 
to constantly be evolving and upgrading to 
keep up with his expectations. He’s never 
been satisfied with the tool set currently at his 
disposal. Together we’ve taken the systems 
as deep as 2.5 miles below the ocean surface 
to photograph the Titanic, the Bismarck and 
a series of underwater volcanoes along the 
floor of the Atlantic, Pacific and the Sea of 
Cortez for projects like Ghosts of the Abyss 
and Aliens of the Deep.

Cut to:
Seven years later I’m surrounded by over 

ten million dollars worth of hardware, 40+ 

HD cameras and last but not least some of 
the most talented and creative people in the 
industry. As the years go by and technology 
advances we’re constantly evolving to meet 
the current demands. There is no such thing 
as one size fits all in 3D and there’s not one 
director on the planet who doesn’t love the 
idea of innovating new creative looks. We’ve 
designed rigs of every size and shape with 
the ability to work within current Hollywood 
structure of techno cranes, steadi-cams and 
high speed mounts. We’re shooting features, 
documentaries, concerts and live events all in 
3D. Inadvertently, PACE’s involvement in the 
2D business is growing with more and more 
production wanting turn key solutions on set. 
The technology is changing in light speed 
proportions and the future excites me.

Two years ago, when we shot U2 in con-
cert in Argentina, I led a team of fifteen pro-
fessionals shooting five of the PACE/Cameron 
Fusion systems. I was blown away with the 
possibilities of bringing that experience to a 
feature based audience. Now, we’re shooting 
sports and entertainment and delivering it 
live to packed arenas with zero post produc-
tion. The idea of going to your local theater 
and seeing a sold out performance in New 
York or London or Tokyo are closer then you 
think. The infrastructure is in place and the 

technology already exists. We 
shot game # 2 of the NBA 
finals last year in San Antonio 
and broadcast the signal live 
to a capacity crowd of 14,000 
in Cleveland where the fans 
watched on four, 40’ screens 
set up like a boxing ring at 
the Quicken Loans Arena. 
Although the challenge of 
shooting 3D for live distribu-
tion is not easy, the fact is we 
are doing it and the audience 
is loving it. Recently we shot 
the hottest ticket in town, 
Hannah Montana for a Disney 
feature film. Tickets for the 
live concert were selling in 
the hundreds if not thousands 
of dollars which blocked out 
many from the experience. 
With ten short weeks for post 
Disney will continue to extend 
the experience and the box 
office distributing the 3D ver-
sion to theaters. For the proj-
ect, PACE built the first ever 
3D Mobile Unit with a seven 
camera capacity. The ability 
to shoot live events and craft 
theatrical or live 3D presenta-
tions is here and now. In very 
little time, PACE can roll a 
complete production unit to 
shoot the next major concert 
or sports event.

Now with all the buzz I 
find myself waking up in the 
middle of the night with ideas 
of mo cap rigs and post work 

flows like a kid who wants to 
get up early to ride his new 
bike. The idea of shooting 
more sports, live events and 
documentaries is so exciting to 
me personally because instead 
of hearing the old saying “oh 
that’s been done,” we’re hear-
ing at PACE: I want to be the 
“first to shoot (fill in the blank) 
everyday and it’s up to me and 
my team to figure out how to 
make it happen.

It’s no secret that Cameron 
is working on Avatar, his first 
theatrical production since 
Titanic. In fact he wrote the 
script over 13 years ago but 
the technology didn’t exist 
to bring it to the big screen 
in a way that was considered 
acceptable to Jim. Now with 
the help of our current systems 
Avatar is in production set to 
release to thousands of the-
aters in ’09.

For me, the process of 
being creative in our business 
of entertainment is at a new 
and exciting stage, one where 
we can blur the line between 
a personal experience and a 
visual experience. With all the 
complexity of the systems and 
technical innovations, we are 
now at a stage where the tech-
nology can be transparent and 
creativity, not mathematics, 
dictates the experience. That 
was then, this is now.  hD

above: mitch amundsen, DP.

at right: Cameron/PaCe 
Fusion Camera system.
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VinCe PaCe, DP/Ceo PaCe

CreDits:

1. Avatar (2009) (filming) (director of 
photography: second unit)

2. The Dive (2008) (announced) (director of 
photography: second unit)

3. Aliens of the Deep (2005) (director of 
photography)

4. Ocean Odyssey (2004) ... aka Paul Gilman’s 
Ocean Odyssey (USA: complete title)

5. Star Trek: The Experience - Borg Invasion 
4D (2004) (director of photography)

6. Spy Kids 3-D: Game Over (2003) (director of 
photography: additional photography) ... aka 
Spy Kids 3: Game Over (USA: video title)

7. Ghosts of the Abyss (2003) (director of 
photography) ... aka Titanic3D: Ghosts of the 
Abyss (Australia: IMAX version)

8. Expedition: Bismarck (2002) (TV) (director 
of photography) ... aka James Cameron’s 
Expedition: Bismarck (USA: DVD title)

9. The Blue Planet (2001) TV series (technical 
consultant) (unknown episodes)

10. Game Day (2000) (underwater equipment 
consultant)

11. Avalon: Beyond the Abyss (1999) (TV) 
(underwater director of photography) 
(uncredited)

12. Island of the Vampire Birds (1999) (technical 
consultant)

13. HBO First Look (additional camera operator) 
(1 episode, 1997)

 - Heart of the Ocean: The Making of 
‘Titanic’ (1997) TV episode (additional camera 
operator)

14. Titanic (1997) (underwater lighting: Escondido 
tank shoot)

15. Whales: An Unforgettable Journey (1997) 
(camera/dive assistant)

16. The River Wild (1994) (assistant camera: 
underwater unit)

17. Striking Distance (1993) (underwater crew)

18. Titanic: Treasure of the Deep (1992) (V) 
(camera operator)



12

Contact Jane Fidler with any questions regarding these materials
ph: 866.387.5872 email: teamrda@duskusa.com

RDA International - 276364
Project: RDA - SONY
Campaign:  Sony XDCAM EX
Creative:  3732_XDCAM_EX
AE:  Scott Lifschin

Publication:  HighDef Magazine 
IO #:  None
Issue:  08/Jan/Feb
Ad Type:  P4CB
 bleed = 8.5 in X 11 in
 trim = 8.25 in X 10.75 in
 safety = 7.5 in X 10 in

HighDef Magazine 
2247 15th Ave West
Seattle , WA 98119
Attn: David Thompson
t: 888.282.1776 f: None

Ship Info:

Too much camera for the money.
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test it before you shoot. You 
don’t have a 3D HD rig to test 
with, you say? I’ll bet you have 
a 35mm SLR or digital still 
camera available. Testing 3D 
concepts is as easy as taking 
two pictures.

The method taught me by 
Pete Fasciano is to hold your 
camera with shot composed 
and merely add a little weight 
to the right foot (Shoot) then 
add weight to the left foot 
(Shoot) This will give you a 
pretty good pair of images. A 
more precise method would 
be to buy a Manfroto sliding 
plate: http://www.manfrotto.
com/Jahia/site/manfrotto/
cache/offonce/pid/3269?livid
=107&lsf=107&child=2  I have 
one that goes out to 120mm 
(Normal IO is around 70mm) 
this plate goes out to 80mm.

Use the crosshairs or 
range markers or something in 
the viewfinder as an anchor so 
that when you shoot your sec-
ond shot you put that point 
on the same point in the next 
shot. (preferably find an edge 
or something that will be easy 
to find again later) This will be 
the point of convergence.(the 
anchor point that both shots 
have in common in the frame) 
Now if using a digital still 
camera you can switch back 
and forth to the two shots 
RLRLRLRL and see the effect 
of the convergence point 

holding solid and everything 
else rotating around it. Now 
do the same thing again using 
a deep point and a near point.

Set us a quick systematic 
table of objects to shoot with 
good depth of at least 25 ft. 
Test two different interaxiel 
distances 1.5 and another 
at three inches near conver-
gence, mid convergence, far 
convergence. Test various 
focal lengths, wide, med, 
tight. The dynamic is amazing 
once you test it.

How do I look at it you 
ask? Great question. For 
$1.70 US you can buy a Loreo 
viewer http://www.loreo.com/ 
for $30.00 US you can buy a 
Pokescope http://www.poke-
scope.com/pokescopeinfo.html

You can bring both 
images up in Photoshop and 
place them side by side now 
by looking at the images with 

hd
b y  B .  S E a n  f a i r B u r n  S o c

Tips

b. sean Fairburn, soC
Director of Photography, 
role model Productions, 
llC. rolemodel@
earthlink.net 
seanfairburn.com
818-621-3912
local 600,
agent steve Jacob,
323-460-4767

3D Testing
a viewer. You are in essence 
making a Viewmaster type 
viewing configuration on your 
computer. The essence of any 
viewer or projection system is 
to isolate right eye to only see 
right eye information and the 
left eye to only see left eye 
information. The viewer helps 
make this happen.

Advanced viewers can 
look at 3D stuff in Freeview 
taught me by Peter Anderson. 
Switch the images on the com-
puter screen by putting the 
right on the left side and the 
left shot on the right side Now 
cross your eyes till you can 
make three images (merging 
together the pairs) the image 
in the middle will be in 3D.

Now you have your week-
end homework assignment. 
I look forward to seeing your 
test. I will be happy to send 
along mine as well.  hD
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b y  D a r a  K l a t t

Six Degrees
Could Change the World

above: iceberg from 
Jacobshavyn isbrae 
Glacier, Greenland.
 
right: konrad steffen, 
glaciologist.
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National Geographic Channel’s newest 
high definition special dramatically 
illustrates how our planet is a mere 

six degrees Celsius from cataclysmic changes, 
degree by degree over the next 100 years.

Six Degrees Could Change the World 
was filmed on five continents and utilizes 
more than 40 HD CGI sequences to reveal the 
planetary impact of each degree change, hit-
ting home with ultra-vivid animations of how 
cities, ecosystems and entire regions could be 
transformed.

Shot with a Panasonic Varicam at 29.97, 
the documentary transports viewers to some 
of the most remote and awe-inspiring loca-
tions in the world. HD aerial images of mas-
sive icebergs breaking off Greenland give 
a breathtaking picture of global warming’s 
impact.  And HD time-lapse brings to life the 
movement of melting glaciers in the Arctic.

“Most shows on the topic of global 
warming offer a bird’s-eye view of climate 
change under way; for example, a shot of a 
glacier 50 years ago, and then a shot today,” 
said Bowman.  “I wanted to get an up close 
and personal view, and get as immersive as 
possible. For that, we needed HD original 
photography and HD animation.”

Six Degrees Could Change the World 
demonstrates the possible profound impact 
of each degree increase.  At one degree 
Celsius, thousands of homes around the Bay 
of Bengal are submerged as hurricanes begin 
hitting the South Atlantic. At three degrees, 
the Arctic is ice-free for an entire summer, 
while the Alps’ snowcaps all but disappear.  
And by six degrees, the oceans are bright 
blue marine wastelands, while deserts over-
take continents across the world. 

For Bowman, the documentary is not only 
enlightening subject matter, it is an eye-pop-
ping feast for HD enthusiasts. “The visuals are 
stunning, the journey is fascinating and the 
topic is important.”  hD



b y  T i m  D a s h w o o d

BullTaming the

When I first met Kent Tessman, writer/
director of Bull, he had already 
seen an urban night test I had shot 

with JVC’s GY-HD100 Series camera and 
was impressed with the look and feel of the 
image, even with ambient streetlights as 
the only light source. The major production 
requirement for Bull was to shoot exterior 
night scenes without locking up public streets 
and using big lights on big cranes.

The budget was under a million, so Kent’s 
plan was to shift as much money as possible 
into production design and quality actors and 
still find a way to retain a very cinematic look 
with enough raw resolution for a 35mm blow-
up. This meant that the scale of the lighting 
package and crew had to be small. A high-
quality 13x3.5mm Fujinon wide-angle lens 
allowed us to shoot in tight spaces and in a 
real office environment. The HD100 Series 
was capable of acquiring true 24P at its native 
1280x720 resolution. It provided extensive 
knee and toe control for extended dynamic.

The shoot took place during the sum-
mer in Toronto, which is very hot and humid. 

There were many challenging shots, from 
bright summer sun to dark night exteriors, as 
well as a number of in-studio and on-location 
green screen shots.

There are around 130 visual effects shots 
in the film – of varying degrees of complex-
ity including everything from tiny additions, 
deletions and tweaks to full CG environments 
and composites with many elements. We were 
able to do all this work directly with the origi-
nal HD sources, and the final integration was 
seamless.

The film was edited using Adobe 
Premiere Pro 2 with the Cineform intermediate 
codec (a full-resolution, 4:2:2 color, wavelet-
based codec). All footage was ingested 
nightly into the editing suite and dailies were 
screened from burned DVD-Rs on JVC’s 
SRDVD-100 HighDef DVD player. The film was 
edited at full 720p resolution, 23.98 frames per 
second.  hD

Tim Dashwood is a Toronto-based cinematographer/ 
director and the moderator of the ProHD forum on 
dvinfo.net.

Needs a solution for converting her award 
winning documentary from traditional fi lm 
to digital so it can be distributed over IPTV 
and mobile services.

Wants to ensure that his 
system can manage, protect 
and deliver her documentary.

Your content solution comes to life here.
Welcome to the place where creativity originates, inspiration comes 
alive and dreams become reality. Since day one, the mission and focus 
of the NAB Show™ has remained unchanged: to deliver it all to you, 
from content creation to acquisition to distribution and delivery—and 
everything in between. Experience the education, networking, advanced 
tools, latest technologies and end to end solutions you’ve only dreamed 
about. If you’re in video, the NAB Show is the only place to bring your 
business to life.

Energize your content and your career this year. 
Be our guest: use pass code A510 at www.nabshow.com/free
to register for your FREE NAB Show Exhibits Pass.

The hardware/software 
system of their dreams
the perfect tools to create 
a competitive and robust 
video service. 

—

Conferences: April 11–17, 2008 Exhibits: April 14–17, 2008  |  Las Vegas Convention Center, Las Vegas, Nevada USA

top: Charlie (Craig lauzon) 
and Penny (lindsey Deluce) 
sharing an intimate moment 
over cocktails.

above: tim Dashwood, 
Cinematographer on location 
of Bull.

Photo by Geoff George
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nFl Films telecine manager 
bob Johanson in a suite.

Cinematographer Hank 
mcelwee of nFl Films.
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b y  D a v i d  H e u r i n g

Football
High School

Each week, NFL Films provides a huge 
volume of high definition images to a 
range of sports highlights programs, 

including NFL Total Access, NFL Game of the 
Week, and NFL Films Presents. At the compa-
ny’s headquarters in Mt. Laurel, New Jersey, 
the complete end-to-end facility includes a 
lab and five Thomson Spirit DataCines, which 
are used to transfer more than 225,000 feet of 
Super 16 mm film every week during the pro-
fessional football season.

The NFL Films brand is reinforced by a 
signature look that has been immediately rec-
ognizable since the 1960s, according to NFL 
Films Director of Photography Hank McElwee. 
Recently, NFL Films began supplying HD 
footage for a new television program called 
Greatest High School Football Rivalries. The 
series, which airs on the Versus network, gives 
the NFL Films treatment to a high school 
game each week. Games have been filmed 
across the United States, including Ohio, 
Texas, California and Florida.

The high school games are generally cov-

ered by two cinematographers. One is usu-
ally on the 50-yard-line, shooting down from 
a perch recording images at 30 frames per 
second. The second cinematographer works 
at ground level, shooting at 60 or 120 frames 
per second.

“The 16:9 aspect ratio is perfect for 
covering football games,” says McElwee, 
“because it is essentially a rectangular game, 
including the shape of the field. The classic 
NFL Films shot – where the ball leaves the 
quarterback’s hands, travels through the air 
in slow motion, meeting the receiver as he 
enters the frame – has only become more 
beautiful as the shape of television becomes 
more horizontal. The portability of the Super 
16 format helps, but it takes a unique talent to 
capture that shot consistently. We have some 
legends in sports photography shooting.”

McElwee says that shooting in high 
school stadiums can be difficult. “We’re there 
to capture the raw emotion of the game, and 
that includes the weather,” he says. “Often, 
we’re dealing with bad lighting conditions. 

The classic NFL Films look is slow motion at 
120 frames per second, but in these situa-
tions, the low light levels sometimes limit us 
to 60 frames per second. The availability of 
high-speed films and fast zoom lenses are 
very important to us.”

At the post facility, the Spirit DataCines 
are paired with either daVinci 2K or Pogle 
MegaDEF controllers. The Spirits run con-
stantly from roughly 8 p.m. Sunday through 
Tuesday. NFL Films Telecine Manager Bob 
Johanson says that the team of colorists gen-
erally keeps electronic grain reduction to a 
minimum. “These systems have very efficient 
grain reduction systems but if it’s overused, 
it tends to smear the pictures,” he explains. 
“The organic texture of film is part of our 
unique look.

“In daytime situations, our cinematogra-
phers are often shooting from shaded sides of 
the stadium, and the crowd in the background 
can be five or six stops over the field and the 
players in the foreground,” he adds. “Because 
of the varying weather conditions, it’s impor-
tant for us to have the tremendous headroom 
that film and the DataCines gives us.”

NFL Films recently tested the first mem-
ber of a new generation of Kodak motion 
picture film. “The (KODAK VISION3 500T) 
7219 film provides increased headroom in the 
top end highlights as well as the bottom end 
shadows,” says Johanson. “It digs into the 
darkest shadows in the stands and captures 
an amazing amount of detail with extremely 
tight grain structure. It allows the crews to 
shoot at 120 frames per second under almost 
any weather and lighting conditions.”

Johanson was previously the first-call 
colorist for TV commercials for glamour cli-
ents in New York City. He describes the NFL 
Films assignment as a “dream job.” “We 
feel we’re at the cutting edge of television, 
because so many people view sports as 
part of their introduction to HDTV,” he says. 
“When I was a kid, my friends and I pre-
tended to be football players in slow motion 
because of NFL Films. In the vault, there’s a 
treasure trove of reversal film going back to 
1960 that still looks great when retransferred 
to HD. I started in this business when televi-
sion was black and white. Now I’m spoiled – I 
only want to watch high definition.” hD

with NFL Films Treatment

a scene from Versus’ 
Greatest High School 
Football Rivalries, 
produced by nFl Films.

Courtesy of NFL Films

Courtesy of NFL Films
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Cinematographers 
marsha kahm and 
robert ikenberry 

capture the view from 
what was once the 

world’s longest bridge, 
the Carquinez bridge.
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Break It Down:

b y  B r i a n  C a l i

if you are running a Final 
Cut Pro facility that includes 
XSAN and Color how does 
Leopard affect your company?

Final Cut Pro (6.0.2), Color 
(1.0.2) and QuickTime 7.3 have 
just been updated which fix 
a number of known issues 
between the interplay of files 
and output to tape. Prior 
to using these updates, the 
system requires you to update 
the OS to 10.4.11 or Leopard. 
If you are a stand alone user 
that does not connect to a 
SAN this should not be an 
issue and the update for 
both Color and Final Cut Pro 
fix many of the XML issues 
and problems found in older 
versions of Color.

Facilities that are currently 
using Final Cut Pro and a SAN, 
be very careful of these new 
software updates. Here is a 
short list of incompatibilities 
that you must be aware of prior 
to changing your infrastructure.

AJA & Black Magic drivers 
are out and working with 10.5.

XSAN does not behave 
correctly when you move to 
Leopard.

MetaSAN has just released 
a new version that will work 

with 10.4.11 OS, but it has not 
been verified to work.

As of December Kona 
drivers and the new IO HD 
have been updated to be 
Leopard compatible.

If your company is cur-
rently operating with a SAN, 
my suggestion would be to 
wait for all of these issues to 
shake out. Yes, the improve-
ments to Color and Final Cut 
Pro are worth upgrading, but 
you can cause problems for 
your SAN. Your SAN OS must 
be at the same or higher level 
than the clients attaching to 
it, so by moving a station to 
Leopard and leaving the MDC 
in an older OS, you create an 
incompatible environment, 
which may cause the SAN 

New OS and Software from Apple

hd
b y  l o w e l l  k a y

Tech

lowell kay is the 
founder and president 

of Hollywood’s top 
post-production and 
motion picture film 
servicing company,  

the Dr Group. 
www.thedrgroup.com

323-960-1781

to fail. Our experiments with 
MetaSAN and XSAN have 
shown that neither are 100% 
at this time.

Work-a-rounds to this 
problem are to have a stand 
alone system that has the lat-
est Final Cut Pro suite installed 
with a direct attached drive 
that can handle uncompressed 
HD material. Take your project 
from the SAN and move it via 
Firewire to this system and 
finish the project on this dedi-
cated system. It does not offer 
the complete flexibility that 
we are normally used to, but it 
will work and save enormous 
amounts of time and technical 
support should you move your 
machines to the latest versions 
of OS.  hD

Break It Down: Bridge, 
a National Geographic 
documentary cover-

ing the challenging task of 
demolishing San Francisco’s 
Carquinez Bridge, once the 
world’s longest, was shot with 
Panasonic’s VariCam® HD cam-
era and the HVX200 P2 HD 
camcorder. 

The special, which pre-
miered on the National 
Geographic Channel, will 
make its debut on National 
Geographic worldwide 
in the second quarter of 
2008. Bridge, a produc-
tion of National Geographic 
Television and Inverse Square 
Films, was produced, writ-
ten and directed by Robert 
Ikenberry and Sam Burbank, 
with cinematography by John 
Chater, Petr Stepanek, Marsha 
Kahm, Tom Chandler, Burbank 
and Ikenberry. Ikenberry, a first-
time filmmaker, and Burbank, 
an experienced science/tech-
nology documentary veteran, 
collaborated to chronicle a 
mega-demolition.

“Deconstructing this 
immense bridge was as much 
an engineering nightmare as 
building it was,” said Ikenberry, 
himself a practicing construc-
tion project manager. “The 
documentary focuses on the 
teamwork and prodigious level 
of coordination needed to 
safely lower the 700-ton sus-
pended spans, a massive lace-
work of steel weighing almost 
a million and a half pounds.”

“The relatively small for-
mat of the cameras (especially 
the HVX200) and the fact that 
the bare cameras were very 

self-contained allowed us 
to put shooters on elevated 
platforms, to climb ladders to 
the tops of the bridge tow-
ers, jump onto barges and 
ships, and be very mobile,” 
Ikenberry said.

The HVX200 operators 
worked with up to three 8GB 
P2 cards. “The workflow was 
frankly far superior to tape,” 
Ikenberry said. “On loca-
tion, we would download to 
a notebook PC to clock and 
clear the cards, and store 
material on line-powered por-
table hard drives. We’d later 
back-up on DVDs. We loved 

not having to digitize footage 
prior to editing.”

“To the best of our knowl-
edge, Bridge represents sev-
eral departures for National 
Geographic, including being 
among the first shows deliv-
ered entirely electronically on 
hard drives and edited exclu-
sively on Final Cut Pro,” said 
Burbank. 

“We could not have made 
this show without the HVX200,” 
Ikenberry added. “Shooting 
tapeless and cutting in HD on 
Final Cut Pro were the enabling 
technologies that made this 
project succeed.”  hD
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bob enGelman, ProDUCer

1. Foodfight! (2008) (completed) (producer)

2. Mr. Warmth: The Don Rickles Project (2007) 
(producer)

3.  Golda's Balcony (2007) (line producer)

4. Driftwood (2006) (producer)

5.  The Great Sketch Experiment (2006) 
(producer)

6. Alone with Her (2006) (producer)

7. From Justin to Kelly (2003) (producer) ... aka 
From Justin to Kelly: With Love (USA)

8. Scooby-Doo (2002) (executive producer)

9. Little Nicky (2000) (executive producer)

10.  Mystery Men (1999) (executive producer)

11. Blade (1998) (producer)

12.  One Night Stand (1997) (executive producer)

13.  Kazaam (1996) (producer)

14.  Mortal Kombat (1995) (executive producer)

15.  The Mask (1994) (producer)  

16.  Man's Best Friend (1993) (producer)

17.  Mr. Nanny (1993) (producer)

18.  Deadfall (1993) (line producer)

19.  Revenge of the Nerds III: The Next 
Generation (1992) (TV) (producer)

20.  Calendar Girl, Cop, Killer? The Bambi 
Bembenek Story (1992) (TV) (co-producer) ... 
aka The Heart of the Lie

21. Woman with a Past (1992) (TV) (producer)

22.  Frankenstein: the College years (1991) (TV) 
(producer)

23.  seeds of tragedy (1991) (TV) (producer)

24.  leatherface: texas Chainsaw massacre iii 
(1990) (producer) ... aka Leatherface: The Texas 
Chainsaw Massacre III (USA: video box title) 

 ... aka TCM 3 (USA: short title) 

 ... aka Texas Chainsaw Massacre 3 (USA: new title)

25. Shocker (1989) (co-producer) ... aka Shocker: 
No More Mr. Nice Guy (USA: alternative title)

26.  The Serpent and the Rainbow (1988) 
(co-producer)

Ph
ot

o 
co

ur
te

sy
 o

f H
B

O
 ©

 2
00

7

David t:  Why was High Definition chosen for 
this project?

bob e:  I made the decision to produce this 
project in High Def based on several reasons. 
When you are doing a project like this, when 
you are not shooting big exterior day shots, 
HD is perfect. It has all the advantages and 
none of the disadvantages. Number one, our 
film was very controlled in that it was mainly 
interviews and a performance piece. Number 
two, it allowed spontaneity for the director 
where often capturing one minute or two 
minutes of finished program may have come 
from 30 minutes to an hour of footage. With 
video it allowed us to just let the camera run. 
It allowed people to become very relaxed 
because we were never changing film. It also 
allowed a freedom for the director to capture 
those golden moments that would have been 
very difficult to do on film and quite frankly 

would have been cost prohibitive. John 
Landis is very good at getting his interviewees 
to relax and kind of go on and on and he cap-
tures these great little moments, whereas with 
film, where every frame is precious, it would 
have been impossible.

Dt: Describe your previous High Def experi-
ences?

be:  I’ve shot two films on High Definition. 
I shot a feature length movie called Golden 
Balcony, where we used the Genesis 
Cameras, with the help of Panavision. My first 
experience with HD was when I shot an inde-
pendent movie in my backyard.

Dt: How did your DP handle the HD?

be: Our DP,Tom Clancy, who has had a tre-
mendous amount of experience shooting in 
HD, handled it very straight forward. What we 
really wanted to do was to be as unobtrusive 

as possible creating the most 
relaxed environment we could 
for our interviewees. When we 
shot the performance, John 
Landis really wanted it to look 
very attractive and Tom did a 
phenomenal job.

Dt: What was it like shooting 
Don’s performance?

be: When you’re shooting a 
performance in film, every ten 
minutes you need to switch 
reels. Shooting in High Def 
allowed us to make only one 
tape switch during the entire 
performance. That way we did 
not miss anything. We shot it 
with five cameras that allowed 
us to coordinate it so that we 
always had four cameras run-
ning. High Def also allowed us 
to go in with minimal lighting. 
When you’re doing a docu-
mentary you know how impor-
tant that is for speed. We also 
shot a lot with available light 
which would have been prob-
lematic with film.

Dt: Normally it’s a very 
expensive proposition for a 
documentary to use extensive 
stock footage. How did you 
obtain The Tonight Show 
footage and other stock 
footage?

be: Even though we had some 
advantages, the stock foot-
age was the most expensive 
part of the movie. Don was on 
The Tonight Show more than 
anyone else, ninety-nine times. 
The producer of The Tonight 
Show is a big fan of Don’s, so a 
lot of the people were as help-
ful as they were allowed to be. 
Even having said that, clips are 
very expensive and the studios 
are very unforgiving. We got 
great deals because we had 
a lot of personal connections. 
This was a documentary where 
everyone was doing it out of 

love for Don. People like Clint 
Eastwood were very helpful in 
assisting us in getting his clips 
at reduced rates. That’s how 
we were able to afford it. We 
do not have as many clips as 
we ideally would like because 
we could only have the num-
ber of clips we could afford. 

Dt: Describe the special 
graphics you used.

be: I have a good friend, Matt 
Merkovich who is a Visual 
Effects Supervisor and he 
created those effects under 
the direction of John Landis. 
We wanted to make the stills 
come alive. They really tie 
into the story and the narra-
tive and we wanted to make 
it much more visual than they 
otherwise would be. We also 
use a lot of green screen. 
There are also 73 effects shots 
in this movie and a lot of them 
are invisible.

Dt:  What about the audio for 
the program?

be: Dino Herman did our 
mix and he did some origi-
nal music. Paula, our music 
supervisor, found other public 
domain music and a few piec-
es that we had to license.

Dt: Did you have music 
issues in regards to Don’s 
performances?

be: Absolutely, we had to get 
the rights cleared. Some of 
the music is very expensive. 
One of the most expensive 
pieces is the little piece that 
is used repeatedly that intro-
duces Don, “The Matador 
Theme”, which is privately 
owned.

Dt: What was the editing 
process like?

be:  Like most documenta-
ries you go out with a plan, 
but what you capture gets 

Don rickles in a scene from 
Mr. Warmth: The Don Rickles 
Project.
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Bob Engelman:
About Mr. Warmth

i n t e r v i e w  b y  D a v i d  T h o m p s o n ,  E d i t o r  H i g h D e f  M a g a z i n e



re-directed in editing. John really re-shaped 
the movie in post. The actual editing 
took longer than we originally envisioned 
because we had so much good footage. 
Unlike a narrative film, where you have a 
script, you’re really creating that in post. Also 
we weren’t always sure which clips we would 
get until we were very much into editing.

I’ve posted several shows at Victory 
Studios LA and they have been wonderful. 
This was an extremely complicated proj-
ect, because we had clips in every format 
imaginable, formats that go way, way back. 
Victory Studios was a real supporter of the 
project and helped us solve a lot of our 
problems.

Dt: How did Darkhorse Indie and Mike 
Richardson get involved?

be: Mike originally put up the seed money. 
He was our guardian angel. No one was 
originally interested in this documentary. 
Don loves Mike and had trust in him and our 
whole team. We created a 40 minute piece 
that we showed at the Aspen Festival and 
through that we were able to get our total 
funding. Mike Richardson took the gamble 
in the beginning and put up this own per-
sonal money. There are four of us who share 
Producing credit: Mike Richardson, John 

Landis, Larry Rickles and myself.

Dt: What was it like working with Don Rickles?

be: I can’t tell you how much fun it was. He is 
an incredible human being. He comes alive, 
he’s wonderful. He’s engaging. I can’t say 
enough good things about him. What I found 
so interesting is that he is such a warm human 
being. My favorite experiences are going out 
to dinner with Don. Everyone wants to be 
insulted by him. It’s like a badge of honor.

Dt: What was it like working with John Landis?

be: John was terrific. What he was able to 
pull out of these interviews is a real tribute to 
John.

Dt: What future projects do you think you 
would shoot in HD?

be: You have to take it case by case. You have 
to see what the project is, what the show 
is. I am a big fan. It’s radically changing and 
improving everyday. The cameras are getting 
smaller and easier to handle and use in exte-
rior situations. Another big advantage is that 
exterior day work is handled now much better 
than the medium originally did. The ability to 
take HD and enter the visual effects world is a 
perfect marriage. If you have a film that is on 
a budget that has a lot of visual effects, then 
HD is a huge savings.  hD
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The Revival of 3D Movies

Steve Sechrist is  
an editor/analyst 
at insight media, a 
technology based 
media firm specializing 
in large format and 
micro display and 
related industries.

hdtvForum
b y  S t E V E  S E c h r i S t

Super 8
Renaissance in

b y  B o b  F i s h e r
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max 8 Classic 
Professional Camera 
with the 16 x 9 gate 

modification. 

Hollywood is making itself 
over again this time using 
next generation 3D technol-
ogy to keep the moviegoers 
coming back for more. Want 
proof? By the numbers, top 
ranking film Beowulf, took 
in over $27M, was shown at 
3,153 locations with an aver-
age take of $8,727. By con-
trast, number two, Bee Movie 
screened at almost 4,000 loca-
tions with an average take of 
just $3,516.

What helped create the 
2.5x delta between the aver-
age take of these top two 
movies was clearly the 3D 
showings of Beowulf. Only 
one-fifth of the 3,153 locations 
were in 3D, but theater own-
ers can charge up to $3 more 
for the enhanced experience. 
A full 40% of the Beowulf 
revenue was earned from 850 
3D screenings in both regular 
theaters equipped with RealD 
and Dolby 3D technology and 
Imax screens. Paramount gen-
eral sales manager Don Harris 
said “Twenty percent of the 
screens produced 40 percent 
of the gross.”

Specifically, the 850 3-D 
screens were in 742 locations 
including 84 Imax screens, 
which contributed almost 
$3.6M, or a whopping $42,619 
per screen. “That’s 13% of the 
overall box-office” according 

to Imax’s Greg Foster. And the 
moviegoers most likely to see 
this flick, 60% male, with 50% 
of patrons under age 25.

“There was a great contri-
bution from the 3-D screens, 
and it tells you that the audi-
ence is really interested in 
experiencing the richness 
and strength that the 3D 

experience gives you. It really 
gives us great encourage-
ment going forward about 
what 3-D can do,” said Rob 
Moore, Paramount’s president 
of worldwide marketing and 
distribution.

Our take: economics is 
driving the 3D technology 
movement in the theaters as 
the number of movie goers is 
dropping. For instance Media 

By Numbers said this week’s 
ticket sales were off 3% and 
the top 12 films gross take 
was down almost 30% from 
the same week last year. More 
recent attendance is down 8 
of the past 9 weeks according 
to the group.

These numbers are no 
surprise as the trend in home 
theaters continues to grow. 
High-end systems have been 
around for years with dedi-
cated rooms, but now large 
flat panel displays are becom-
ing the norm in most US 
homes, with full HD leading 
the charge.

So movie theaters are 
turning once again to tech-
nology that goes beyond the 
home experience, (remember 
“CinemaScope,” “Vista-
Vision,” or even “Superrama” 
and “Glamorama” wide 
screen experiences?) all cre-
ated to lure moviegoers back 
into the theaters. But this is 
not a bad thing. Today’s HD 
standard may not have includ-
ed the 16:9 format without the 
widescreen experience of the 
1950’s.

But like full-HD bringing 
the movie theater into the 
home, the home 3D experi-
ence may not be far behind 
and even perhaps much closer 
than Hollywood expects. Stay 
tuned.  hD

Pro8MM will begin offer-
ing 8mm and Super 
8 film to HD video 

transfer services with its new 
Millennium II scanner in March 
2008. The Burbank, California-
based company rents and 
sells its own line of MAX-8 
cameras, sells professional 
Kodak motion picture stocks 
loaded in Super 8 cartridges, 
and offers front-end lab, tele-
cine and archival services.

The new scanner is 
manufactured by Cintel 
International, the British com-
pany which revolutionized 
film to video transfer technol-
ogy during the 1980’s. “It’s a 
very flexible scanner that we 
can use with films in formats 
ranging from regular 8 mm 
to 65 mm,” says PRO8MM 
President Phil Vigeant. He 
explains that Cintel has devel-
oped new optical technology 
for diffracting light around the 
surface of the film that results 
in recording cleaner and more 
detailed images.

“Our MAX-8 cameras are 
designed to compose images 
in 16:9 format,” Vigeant 
says. “They are being used 
to create content for feature 
films, television dramas, com-
mercials and documentaries. 
Super 8 film is being used to 
create flashback sequences, 
simulations of old home mov-
ies, and for shots and scenes 
where the director and cin-
ematographer want to create 
a particular look or texture.” 

The producers of the 
television series John From 
Cincinnati used two MAX-8 
cameras to film surfing foot-

age set in the 1950s. James 
Chressanthis, ASC, is integrat-
ing Super 8 footage into a 
work-in-process documen-
tary, which marks the 50th 
anniversary of the arrival of 
two legendary cinematog-
raphers, Laszlo Kovacs, ASC 
and Vilmos Zsigmond, ASC, 
in the United States as politi-
cal refugees. “We are filming 
interviews in Super 16mm for-
mat with directors, actors and 
other people who are sharing 

memories,” Chressanthis says. 
“We occasionally use a Super 
8 camera to take the audience 
behind the scenes while inter-
views are in progress.”

Vigeant adds, “Various 
schools are using our MAX-8 
cameras to teach the aesthet-
ics of filmmaking. There is also 
a treasure trove of 8 mm film 
that is constantly being dis-
covered. The new scanner will 
make a difference in restoring 
that film.”  hD



1 2 3 4 5 6

30 31

actor Jeff swan in his before photo. the back of the transfer paper is saturated 
with water...

...before it is carefully peeled away to reveal 
the prosthetic on the skin.

the “bondo” prosthetic wound is lightly 
powdered to remove any tack.  the 
excess powder is brushed off.

the outer surface of the prosthetic is stippled 
with a sealer before any coloring is applied.
With the prosthetics sealed, brad then used 
the iwata kustom tH airbrush to spatter…

…several tones of temptu temporary tattoo 
inks replicating Jeff’s normal coloring.  a 
small amount of liquid blood was added to 
heighten the realism of the wounds.

Once the paper is saturated with water, it 
is carefully peeled away from the skin. (Photo 
3) The prosthetic scar is now revealed on the 
skin. If any section of the edge seems notice-
able, simply blend it down using a cotton 
swab and a little isopropyl alcohol.

Remove any tack from the transfer using 
some translucent face powder. (Photo 4) Dust 
off any excess powder using a powder brush.

To seal the appliance before coloring, 
stipple a sealer (i.e., such as Graftobian’s 
Setting Spray, Ben Nye’s Final Seal, or 
Mehron’s Barrier Spray.) This should be blend-
ed off the prosthetic and onto the surround 
skin. (Photo 5) Let this dry.

The prosthetic is now ready for coloring. 
Generally I will use temporary tattoo inks, 
such as Temptu’s product line. Reel Creations 
or Skin Illustrator will also work. Using Iwata 
Kustom TH double action airbrush, I will lower 
the air pressure on my compressor as well 
as on the air regulator located at the front of 
the airbrush. This will allow me to spatter the 
color over the prosthetic, thus simulating a 
more natural appearance. Usually, I will thin 
down my liquid colors by adding approxi-
mately 50 percent isopropyl alcohol into my 
color cup. Several colors are spattered so as 
to closely replicate the surround skin coloring.

Then using a dry tattoo pallet, I reconsti-
tute a color by dipping my brush into some 

isopropyl alcohol and apply it to specific areas 
of the prosthetic to add more depth. (Photo 6)

While this process has been used to sim-
ulate scars, cuts, and burns, more recently it 
has also been employed in the creation of old 
age prosthetics. The F/X cable program Nip/
Tuck created subtle age makeup on several 
of their regular cast members for an episode. 
hD

A special thank you to my model, actor Jeff 
Swan for his face for this article and to Cinema 
Secrets for the use of their facilities.

Stuck on You
Creating a Variety of Scars

b y  B r a d l e y  M .  L o o k

All photos by Bradley M. Look

Here are some of the 
tools of the trade 
for makeup artist, 
bradley m. look.

By their very nature, makeup artists are 
constantly re-inventing the wheel as 
film technologies keep advancing. If 

you don’t keep up with the ever changing 
pace of technology, you’ll be left behind. 
Case in point, when makeup artist Christian 
Tinsley was working on the feature, Master 
and Commander: The Far Side of the 
World, makeup department head Edouard 
Henriques had the artists creating a variety 
of scars on the cast members to simulate an 
assortment of battle wounds.

“Christian kept tinkering with different 
ways to create those scars,” Eduardo told me 
while we were both working on a recent fea-
ture together. “He kept improving the tech-
nique until he got what he wanted.”

What he developed would prove invalu-

able for his next project, Mel Gibson’s Passion 
of the Christ. Christian pushed his knowledge 
of producing scars to create a whole new 
process that the makeup industry would later 
commonly refer to as “Bondo Scars.” This 
process is quite useful when a bas-relief scar 
is needed. The prosthetics need no gluing as 
they are self-adhering and can be stuck most 
anywhere on the face or body. The beauty of 
this process is that the edge of the appliance 
feathers right into the skin and has translu-
cency that looks very lifelike to the high def 
camera. Let me take you through the process.

First, make sure the actor’s skin is free 
of all oils. (Photo 1) Next, the scar transfer is 
placed against the skin and the back of the 
paper is saturated with water until is damp. 
(Photo 2)



24" DT-V24

20" DT-V20

17" DT-V17 portable

9" DT-V9
portable

www.jvc.com/pro

JVC HD monitors. When the picture has to be perfect—every time.
Flawless. That’s the level of performance delivered by our new JVC High Definition professional video monitors.
Equipped with HD-SDI capability and a long list of high performance features, you’ll experience image quality
that simply has no equal. Now, in addition to our amazing 20" and 24" Multi-Format Studio Monitors, we’re
introducing our new 17" and 9" Flat Panel Monitors. Powered by battery or AC, both portable units feature JVC’s
unrivaled image processors and high-speed LCD for picture-perfect reproduction—anywhere, anytime.

For more information on our professional broadcast quality display technology, talk to the Pros at JVC. 
Call 1-800-582-5825 or visit www.jvc.com/pro

For the most critical eye...yours.
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